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INTRODUCING THE STUDENT TO THE
MSHSL CONTEST EVENT: SIGNIFICANT SPEECHES
Timothy Y.C. Choy

The topic of forensics or speech activities continually succeeds in
generating considerable discussion, controversy and debate. Coaches,
judges and participants while quick to recognize and to praise the potential
values of the events are just as quick to harp and bicker about the misuse
or degeneration of the different activities. Rarely, though, do they initiate
changes in attempts to solve the problems confronting the activity. It is
almost paradoxical that a group which purports to study and practice
communication skills is also most frequently unable to resolve its own
communication problems. One major exception to this phenomenory
however, is the recent action taken by the Minnesota State High School
League. In Speech-Theatre, the League dropped the event Non-Original
Oratory and added Significant Speeches as a contest event.
While perhaps everyone could agree that Non-Original Oratory was a good
event in which to introduce the shy and reticent student into speech
activities, many people could not ignore the sorry state into which the
event had evolved. Participants were not only presenting addresses and
speeches which lacked significance and literary and rhetorical merit, but
F>articipants were also no longer developing delivery skills. The adoption of
Significant Speeches hopefully would encourage more specifically
students' abilities to think, to learn and to communicate.
Despite the ideal virtues and benefits of this new event, forensic coaches,
who are already over-worked, must now attempt to persuade their
students that the event has specific values and benefits for the students,
and that one can prepare for it without any major traumatic breakdown.
This paper will attempt to consider some of the values, and the
preparation that can be done.
In the Speech-Theatre-Debate Manual of the 1976-78 Minnesota State
High School Speech Leac^e Significant Speeches is described:
This is a contest in the analysis, interpretation and delivery of a
speech which has been written and delivered by its author.
The student is to select a single, published speech which has
historical or contemporary significance, and interpret that speech for
his-her listeners. The contestant shall do this by explanation and by
quoting from the speech.
Part of the eight minute presentation, approximately two to four
minutes (a minimum of 25 percent) should be the student's own
writing. This portion of the presentation should include analysis of
the speaker, his-her ideas, style and audience addressed. It should
also include an explanation of why the contestant believes the
speech was significant for the original audience and why it has
significance for persons in his-her audience.
Dr. Choy is an Associate Professor of Speech at Moorhead State University.
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Another part of the presentation should consist of a selected portion
or portions of the speech chosen by the contestant. The quoted
material may be placed wherever the contestant chooses to put it in
the presentation. The contestant may intersperse it throughout the
presentation if he-she wishes.
Emphasis should be on communication, not imitation.
A bibliography of possible sources has been published by the
MSHSL. Copies are available on request.
The time, including the introduction shall not exceed eight minutes.
The title, author, and source of each speech shall be furnished to the
speech contest manager three days before each contest. The use of a
manuscript is optional.
Aside from the obvious and apparent values which accompany any
comfjetitive speaking event. Significant Speeches doas provide some
additional valuable benefits for the student. There can be little dispute
that we live in a society which is constantly engaged in communicative
attempts, and that everyone is in some way or another always affected by
the consequences of these communicative efforts. As a result of the ends
sought and the tactics used by many communicators, and of the frequency
of these communicative efforts, there appears to have arisen among many
people in society a "critical" attitude. This "critical" attitude,however, is a
negative one, and is indiscriminately directed against public leaders, and all
institutions. While there may be much to be disillusioned about, educators
nevertheless have the responsibility to develop within their students the
ability to be responsible critics and not irresponsible ones. Criticism
without an analysis or thought is irresponsible. The event Significant
Speeches allows the students to indulge in criticising sectors of society and
to develop their abilities to evaluate responsibly.
Not only has there been this increase of negativism in our society, but also
there has been a demand that school curricula provide relevancy and career
oriented opportunities. Student demands for relevancy can be fulfilled, in
part, by selecting contemporary speeches. Favorite issues, or problems, or
people can be the subject of examination. By examining what is being said
by leaders or spokesmen in different fields or professions, students can
also fulfill their curiosity and concern for career oriented opportunities.
Students will come to learn more about these areas as potential careers,
and can be better able to decide whether or not it is a field which they
may wish to enter. In addition, numerous careers require the critical
abilities a student learns and develops in the event Significant Speeches.
For example, the television commentator, or reporter, or journalist
evaluates the communicative efforts of individuals and groups in their
news and editorial coverage; businesses require that potential markets and
buyers be analyzed and adapted to in order to increase sales; businesses
also require the assessing of policies and actions in their attempts to
determine their effectiveness.
While participation in the event may contribute to an understanding of
what is currently occurring in our society, it can also be helpful in
developing an awareness and appreciation for the past. It can provide
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students with another way of looking at history. Examination of speeches
given in the past would reveal what people thought, how they attempted
to deal with the problems of their day, and what were the effects of their
efforts.
The event can also provide students with opportunities to become aware
of communicative techniques or strategies which have been used and with
what effects; thereby, increasing their knowledge and enabling them to
adapt themselves to future communicative situations. By examining other
people's communicative efforts, students are able to observe the
techniques and theory of communication in operation. They deal with the
pragmatic and not the abstract consideration of how to communicate
effectively.
Once the student and coach decide to give the event a try, they are
confronted with the task of preparing the presentation. It should first of
all be remembered that an eight mintue presentation does not allow for a
very specific and in-depth rhetorical analysis. As a result, coaches,
students, and particularly judges should not expect that the contestant is
expected to develop and to present a thorough "graduate school" thesis.
The event is an educational one, in which students are exploring,
experimenting and learning. This does not mean however that the
student's efforts should be sloppy or careless. Coaches and judges have the
responsibility to encourage the participant, to suggest areas for further
development and to recognize and to praise the efforts and attempts of the
participant.
A review of the event's description indicates that the contestant is
responsible for 1) selecting a speech; 2) analyzing the speaker; 3)
identifying the speaker's ideas; 4) commenting on the speaker's style or
use of language; 5) identifying the speaker's audience; 6) assessing what
the importance of the speech for the audience was; 7) conjecturing as to
what importance the speech might have for society today; and 8) citing
excerpts from the speech to illustrate any of these items.
In dealing with the first item, selecting the speech, students should
consider:
1) What is of interest to themselves? Since they have to do the work,
they may as well spend their time on something which is of interest
to them. Is there a favorite individual about whom they would like
to know more; is there a particular topic about which they know
little or nothing, and have always been curious about but have never
had the time to pursue?
2) How is the issue or individual significant or important to other
people or to society in general? In what ways has the individual
speaker or speech affected society; are conditions better or worse;
was something accomplished?
These questions might help the student participant to focus upon a
selection for the event. Some sources which might be particularly helpful
to the student in their search at this stage are: Current Biography and The
McGraw-Hill Encyclopedia of World Biography are valuable in helping the
individual student learn more about contemporary speakers; The
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Dictionary of American Biography and The Dictionary of National
Biography presant concise background information and bibliographies on

historical individuals in America and England; in addition to the collection
and anthologies of speeches suggested by the MSHSL in their bibliography
for the event, The President's Words: An Index, What They Said: The

Yearbook of Spoken Opinion, Public Affairs Information Service Bulletin

and Cumulative Index of Congressional Committee Hearings are sources
not often exploited.
After having selected the speaker and message to be examined, the
contestant is then able to begin dealing with the other elements. A
preliminary fact finding or detective work stage is necessary at this point.
This process allows the participant to view the speaker and the message in
an over-all perspective and to collect all of the information from which to
draw from in preparing the presentation. A guide for this stage might be;
1. Who was the speaker?
2. Why did the speaker undertake this communicative act?
a. What was the immediate purpose or goal of the speech?
b. To what issue or topic was the speech related?
3. Who received the speaker's message?
a. Who constituted the immediate audience when the message was
presented?
b. Were there other people who might have received the message but
were not present?
4. What was the situation-occasion in which the message was
presented?
a. Where did it occur?
b. When did it occur?
c. What events had been going on in the country or world which
might have been directly related to the speaker's topic?
5. What was the message?
a. What ideas were explicitly stated?
b. What support or evidence was used for the ideas?
c. How were the ideas and support organized?
d. How did the communicator attempt to relate and adapt the ideas
and their support to the audience?
1. What beliefs did the communicator appeal to in the message?
2. What interests of the audience did the communicator appeal to
in the message?
3. What experiences of the audience did the communicator
appeal to in the message?
e. What type of language style was used?
6. What happened after the speaker presented the message?
a. Were the effects which occurred consistent with the
communicator's purpose?
b. Were the effects instrumental in achieving other results?
Based upon this fact finding, the contestant ought to ask: 1) what was
particularly fascinating or interesting about this communicative act; 2)
what unique problems existed in this act; 3) how did the speaker attempt
to deal with these problems; 4) what conclusions or attitudes have been
arrived at through examining this communicative act? Answers to these

questions would lead the contestant quickly towards determining a more
limited and specific focus which they can develop into their presentation.
Since the contest rules allows the use of a manuscript, contestants have the
advantage and security of being able to write their presentations. In
writing their speech, contestants ought to develop a persuasive speech.
Their primary goal is to get their listeners to accept the validity of their
findings. As a result, they need to deal with what was the communicative
act examined; what was important and significant about this act; what
were their attitudes or judgements about the act; what reasons can they
offer for these judgements; and what values do these judgements offer.
The contestants might consider the following outline helpful in organizing
their presentation:
1. What is the specific communicative act you choose?
a. Who was the speaker?
b. When did the communicative effort occur?
c. Where did the communicative act occur?
d. For whom was it intended?
2. What was important or significant about this act?
3. What were your attitudes or judgements about this act?
4. What are some of your reasons for these judgements?
5. What are some of the values or questions raised by this examination
for the speech critic or for society in general to consider?
As a new event to high school contestants in Minnesota, Significant
Speeches provides students with an opportunity to think and to question.
It also helps them to view things in a broader perspective, as well as to lead
them into other areas of communication. It can provide an exciting,
intellectually stimulating and pragmatic experience. The entire field of
communication studies and practices will be furthered and strengthened
by the adoption and use of this event.

N.B. This article is based upon the author's chapter in Speech Contest
Activities, edited by Dave Thomas, Mid-America Research, 1976.
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THE PROBLEM READER: INSTRUCTIONAL STRATEGIES
FOR THE SPEECH COMMUNICATION TEACHER
by Robert Heimerl

If reading at all levels is to be successful, a school must formulate and
support a definite reading program. Organized reading classes with trained
personnel must be provided. Every teacher must become reading conscious
and a teacher of reading in each content area. Such a reading program is
not impossible because it is beginning to happen at Stillwater High School.
For years Stillwater High School has maintained a reading laboratory
staffed by two teachers and a teacher's aide; this school year (1976-77) an
additional aide was added to the reading staff. A major emphasis of the
Stillwater reading program is remedial instruction. Reading classes are
elective except for the CORE 10 classes which are composed of 80 to 100
sophomores with skill deficiencies sectioned into English-History
combination classes. Reading instruction in the reading lab is specifically
incorporated in the CORE 10 program. The 1975-76 school year saw 365
students enrolled in the reading program or approximately 20 percent of
the student body. However, the numbers became somewhat
unmanageable, and this year (1976-77) reading classes were limited to 230
students or approximately 15 per cent of the student body.
All students before entering senior high school are tested for reading
abilities in the district's two junior high schools. The Nelson-Denny
Reading Test which measures vocabulary, comprehension, and rate is used
and administered to all ninth graders. The data (which is now
computerized) is available to all teachers and is utilized by the reading
teachers to determine individual reading programs for those students who
elect the reading class. A student may elect a reading class for three years.
During the 1975-76 school year a district reading inservice program was
begun emphasizing the concept that all teachers are teachers of reading.
Release time was provided for eight secondary English teachers, eight
secondary social studies teachers, and eight math-science teachers to learn
more about reading and to apply the skills to their specific content areas.
Now during 1976-77 these teachers are incorporating reading activities and
concepts in their classes and encouraging other teachers to become aware
of reading problems and become teachers of reading. One of the senior
high reading teachers has as part of her job description the task of
maintaining a reading inservice follow-up plus encouraging and helping the
entire staff to become more reading conscious in each and every discipline.
The inservice concept is really the crux of a schoolwide reading program,
and all teachers will eventually need some inservicing or contact with an
inservice person. The best person to do this inservicing is someone on-site,
someone who is around all of the time. Because of time and money,
inservicing has to be done gradually. This year (1976-77) new inservice
sessions will involve the Home Ec, Health, Driver's Ed and Industrial Arts
departments. Again, these teachers are given release time to work up

Mr. Heimer! teaches speech at Stillwater High School
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methods and materials to take back to the classroom. .Stillwater High
School, I honestly can say, is becoming totally more aware of student
reading problems.
As the language arts area director for Stillwater High School, I have some
strong biases about the teaching of reading. Some of these statements and
attitudes I possess about reading are as follows;
*There should be no dichotomy of remedial reading and content areas. All
teachers with some instruction can become teachers of reading and must
incorporate reading techniques in their respective disciplines.
*AII teachers must recognize that students have varying degrees of learning
abilities and reading abilities. The reading abilities of students in an average
high school class can vary from the fourth grade level to college age level.
Classes and content must be adjusted accordingly to meet the needs of
individual students.
*A school district must maintain a school-wide screening program of
reading abilities. A survival or ability level, say eighth or ninth grade
reading ability or certain test percentage, should be determined for
learning success at the high school level. All students falling below this
level should be tracked in some classes accordingly. Teachers and
counselors not students will determine placement in remedial-type classes.
‘Teachers must maintain developmental reading programs within their
disciplines. Each teacher must teach the study, library, and content skills
needed for each specific area of the curriculum. Developmental must be
defined as not watered down remedial skills.
‘Teachers must accomodate to the reading level of each student in the
class, even if this means rewriting materials, shortening reading
assignments, or selecting a variety of materials at multiple reading levels.
‘Teachers must facilitate reading by teaching the vocabulary and
contextual clues needed for each specific discipline. Included is teaching
the comprehension level and skills needed for the subject matter.
‘Teachers need to structure definite assignments emphasizing reading
for their disciplines. Motivational activities for reading assignments,
vocabulary drills, study guides, and SQ3R method are a few techniques
which aid in the teaching of reading and reading skills. Above all teachers
must not replace the emphasis of reading with an over abundance of
audio-visual materials.
‘All teachers must be aware of the correlation of the teaching of reading
and the teaching of writing. Again all are teachers of reading and writing.
Reading and writing should not be taught only in specialized classes. Even
the simple procedure of teaching proofreading skills has tremendous carry
over for improving reading.
‘All teachers should encourage their schools to have an organized reading
program with a staff providing remedial and developmental reading
program assistance for all teachers.
Further delineation of more specific reading skills are listed at the end of
this paper.
To this point I have stressed in this position statement comments about
reading for all teachers of which communication teachers are a part.
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However, the secondary school speech communication teacher must
consider other problems and concerns when determining the emphasis and
teaching of reading in the speech-theatre disciplines.
In most secondary schools speech communication classes are electives
drawing a certain type of student. This student might have some learning
disabilities of which reading is one. The speech communication teacher
must understand learning styles and channels. This teacher must
distinguish the characteristics of the visual, auditory, verbal, and
kinesthetic learner and utilize these differences when planning learning
activities in the speech communication classroom.
My experience has been that the highly verbal and kinesthetic learner
gravitates to the speech class, many times electing to substitute speech for
an English class credit when possible. The student realizes the speech class
is an outlet for his more verbal (oral) and motor style of learning. Reading,
characteristic of the visual learner, gives him problems; therefore, he takes
speech to provide him with an opportunity to experience academic success.
Speech teachers must realize this factor of class selection and particularly
must realize their own learning style and how it can dominate one's
teaching. Speech teachers have to distinguish for their students whether
the class is theory (visual-auditory styles emphasizing reading-listening)
versus performance (verbal-kinesthetic styles emphasizing an activity
approach).
I honestly believe the speech teacher and the speech class can perform an
unique service for students with certain learning problems. The speech
class emphasizing the activity approach can provide variety in the student
day and hopefully a channel of learning success for the verbal (oral) child
with visual (reading) problems. The activities approach in the speech class
can also provide an outlet for the hyperkinetic student. Schools must
maintain a curriculum and students must have the option of experiencing
courses emphasizing different learning styles and channels. This the speech
communication classroom can do. However, when reading occurs in the
speech class, the speech teacher as any other teacher becomes a teacher of
reading and must teach the reading skills for the speech content area.
A Reading Skills Check List and Activities all teachers of Reading can
incorporate in all disciplines.
VOCABULARY

Word recognition in content
Identifies root words, prefixes and suffixes
Knows terms in vocabulary of language
i.e., simile, metaphor, synonym, etc.
Knows terms in vocabulary of specific learning discipline
Increases vocabularly through wide reading
Organizes word-study techniques
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COMPREHENSION

Understand structure of story or paragraph;
Main idea, topic sentences, sequence of ideas, subordinate ideas
Can repeat general idea of material read aloud
Can remember specific important facts
Can relate material to known information or experience
Can follow printed directions
Can interpret hidden meaning
Sequences events from multiple sources
Makes generalizations from multiple sources
Identifies relationships of elements from multiple sources
Uses multiple sources for documentation, support for opinion
Uses maps, graphs, charts, tables when appropriate
Uses reading for different purposes
Differentiates between types of sentences
Hypothesizes
Supports alternatives and options
Develops own criteria for critical review
Makes judgments about author's qualifications
Judges reasonableness between statements and conclusions
Differentiates technical information
STUDY SKILLS

Uses library reference materials
Uses thesaurus, dictionaries
Uses variety of media
Uses outlining, note-taking skills
Applies problem-solving approach

CREATIVE READING

Recognizes figurative language, dialect, colloquial speech
Recognizes literary forms: folk literature, short story, nonfiction
including propaganda, poetry
Compares value systems of characters
Understand themes, settings
Responds to author's mood, point of view

N.B. This article is based upon a paper delivered before the Speech
Communications Convention, San Francisco, December, 1976.
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MANAGERIAL PROBLEMS FACING THE
HIGH SCHOOL DIRECTOR
Roger H. Schultz

"...not enough money. . .not enough boys. . .not enough time or
space. . ."These are four major problems encountered by the director who
tries to create high school theatre. These problems were identified by the
secondary school play directors of Minnesota's public schools.
The most salient problems were ascertained through the use of a
questionnaire which listed thirty-three managerial problems encountered
by high school directors. Problems listed on the questionnaire were drawn
from the author's personal experience as a director of secondary school
theatre and from his experience as a judge and resource person for high
school directors. Following a pretest of twieve present and former high
school directors, a number of changes were made and the final form of the
questionnaire was distributed to theatre directors in 480 Minnesota high
schools. A total of 404 questionnaires were returned—a response of 84.2
per cent.
An analysis of the questionnaire response tabulation indicates the
following as the four most salient problems:
1. Scheduling rehearsal around other activities.
2. Getting enough rehearsal time on stage.
3. Finding a sufficient number of boys to try out.
4. Inadequate financial resources.
[It is interesting to note that these four problems were among the five
most prevalent problems in small schools (less than 300 students), in
medium schools (between 300 and 700 students), and in large schools
(over 700 students).]
Concurrent with the identification of the most common problems, five
experienced high school directors were selected to offer solutions to the
problems. These individuals were selected upon the recommendation of
the Directors of Theatre at the six Minnesota state universities and the
three campuses of the University of Minnesota. Combined, these men
represented more than 100 years of high school teaching and directing in
ten different school systems varying in size from 132 to 2,486 students.
These problems were presented to the five experienced directors (Rowe
Million, Red Wing; Mike Tillman, Marshall; Roger DeClercq, St. Louis
Park; Lee Paulson, Glenwood; and Don Carey, International Falls) and
their solutions along with the author's were synthesized and are presented
here.
All solutions to the first problem have one factor in common—avoid the
conflicts! This, however, is easier said than done. The most fruitful way of
avoiding scheduling conflicts is to make play production an activity so
vital that other activities are scheduled around it. While working towards
this goal a director might have to eliminate from the cast students who are
Mr. Schultz is an Assistant Professor of Theatre at the University of
Minneso ta-Dulu th
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not available at rehearsal times, or he might have to use a "cast scheduled"
rehearsal plan. In addition to these methods, the director might also break
the play into several rehearsal scenes and then schedule each scene
according to the actors' availability.
The first method of avoiding conflicts—to establish play production as an
activity so vital that other programs are scheduled around it—is not a task
that can be accomplished over night. It is, in fact, a condition towards
which a director should constantly strive. Directors should work to make
theatre so important at their schools that no one—students, instructors,
administrators, board members and audiences—can do without it.
To create this image of importance, the director and his students must
think of their program as "first class." The image of the dramatics program
in any school is shaped, to a large extent, by what the "theatre people"
think of their own program. Just as self-concept is very important to the
development of an individual, so, "program self-concept" is important to
the building of a good theatre.
Are athletic contests and practices scheduled around other activities? Very
rarely! Why? Very likely the coaches refuse to compromise because they
think their activity is most important.
In addition to this "positive thinking" a program, of course, must deliver a
quality product. The director must continually work: Art is 10 percent
inspiration and 90 percent perspiration. The director must keep abreast
with the literature of his field—not only the new plays, but the new
approaches and methods as well. The creation of an "image of excellence"
should always be the ultimate "super objective" of any high school theatre
program.
As good as this solution sounds, it has one drawback-it takes many years
to establish this image of excellence. While working on making dramatics a
first-class activity, there are other ways of avoiding rehearsal schedule
conflicts.
The first of these alternative procedures is to eliminate from the cast
students who cannot be available to rehearse. Many schedule conflicts arise
during rehearsal because the actor is often ignorant of the number, time,
and length of rehearsals. This is not always the fault of the actor. To avoid
this problem, the director should have the rehearsal schedule well mapped
out at the time of tryouts. By giving aspiring cast members as much
information as possible, the director can inform the actors about time
involved before conflicts arise. If the student cannot meet the
requirements, he can inform the director, and the scheduling conflict is
avoided by not casting the individual.
Another method of scheduling rehearsal around other activities is "cast
scheduling." Instead of having the director draw up a rehearsal schedule,
the students, immediately after being cast, get together and schedule the
rehearsals. (Before the actors begin to do this, the director must tell them
how much rehearsal time is needed for each scene in the play.) With actors
doing the planning, a director may have a rather unusual rehearsal schedule
but the actors are going to be there, that's paramount.
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Whether rehearsals are director scheduled or cast scheduled, another way
of avoiding conflicts is to break the play into rehearsal sections, French
scenes, or motivational units. If the play is divided into a number of small
sections, rehearsals can be scheduled by those sections rather than entire
acts or the whole play. Almost all plays can be divided into French scenes
or into other units which make excellent rehearsal sections. One of the
benefits of breaking up the play is that scenes that contain the same
characters can be scheduled together. The rehearsal schedule can be
arranged in such a way that on a given day the scenes that are called
contain most of the same characters. By doing this, not all the cast
members will be involved in all rehearsals, and if everyone need not be
present, there is less chance of conflict.
The breaking of the script into rehearsal sections provides the groundwork
for another method of avoiding scheduling conflicts—the individual or
special rehearsal. These special rehearsals can be held at any time when
two or three of the actors and the director can get together. If the play is
generally rehearsed in the evening, rehearse after school with just one
character or scene for fifteen to twenty mintues. If rehearsals are generally
held after school, then the evenings can be used for the special work
sessions. The best way to arrange these rehearsals is through cast
scheduling.
The next suggestion probably won't be too popular—but it is an
alternative—call a special rehearsal before classes start in the morning. Most
teachers are required to be at school before classes actually begin and
rarely are other activities scheduled for that time. It's surprising how fresh
and creative one can be at this time of day. Its also surprising how much
can be accomplished. In addition to morning, afternoon and evening
special rehearsals, special rehearsals can also be scheduled during
homerooms, study halls, or activity periods. Another solution to the
problem is to use available time and people to the greatest advantage. To
accomplish this a director must abide by the rehearsal schedule once it is
established. If the allotted time for a given scene is used up and there is
still work to be done, this is the time to use a special rehearsal. When
students are busy, directors should not waste their time by having them
come to rehearsal and sit around waiting for an earlier scheduled rehearsal
to be completed. Actors, by the same token, owe it to the director and the
rest of the cast to be on time and to be prepared for rehearsal.
In addition to scheduling around other activities, getting sufficient
rehearsal time on stage can be a problem of staggering proportions.
Finding enough time is the second most persistent problem in high school
play production. There are three avenues for minimizing the problem: find
another stage for rehearsal and performance; schedule the use of the stage
as early as possible; and/or make the most efficient use of an alternative
rehearsal space.
In essence, the goal in finding another stage for rehearsal and performance
is to find a new home for the theatre. But where? A thorough search of
the school system and community may turn up many alternatives. The
needed space could be in a junior high or elementary school, a local
college, a community hall or activity center, or in the basement of a
church.
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If an existing stage can't be found in the community, look for a large room
within the school. Find out if there is an unused space in any school or
building in the community, and then build a playhouse. Creating a theatre
from an empty room nearly always enhances the creation of a theatre
company.
Finding a new or different home for high school plays might be difficult
and has a number of drawbacks. But it still may be better than working
around the jam-packed schedule of the school auditorium.
If only one stage is available early scheduling of its use will help to solve
the problem. A director must meet with the advisors and directors of the
other activities to work out a calendar for the use of the stage. This
scheduling should be done as early as possible. The scheduling for the
1977-78 school year should be done in the Spring of 1977.
Only when a commitment from the others who use the stage is obtained
can a director plan his schedule. To get this commitment the director must
be willing to compromise. He cannot demand the stage for the entire
rehearsal period. If the director is reasonable and asks, not for the entire
period, but for one or two weeks just prior to the performances^ he
demonstrates his willingness to compromise. In the beginning the time on
the stage may be only a week or two. But as the director creates the image
of excellence it will become easier to gain more and more time on the
stage. The director must stake his claim and then concentrate on
expanding it. As the quality and the image of the theatre grows so will the
director's time on the stage. (Keep in mind'there was a time when the
basketball coach had to ask for time to use the gym.)
Even if a commitment can be obtained from the mutual theatre-users,
there are periods of time when rehearsal must be held some place other
than the stage. At these times one must make the most efficient use of
other available rehearsal space. Any large classroom is an acceptable
rehearsal area if it is used, along with the stage, to full advantage.
Coordination between the use of the classroom rehearsal area and the stage
is of prime importance. In scheduling, the director should try to get a
couple of days on stage at the beginning of the rehearsal period so that the
show can be blocked. It is imperative for students to spend some time at
the beginning of the rehearsal period getting the feel of the stage so that
they are made aware of size, acoustics, and their relationship to the
audience. This awareness will be beneficial when rehearsals move back to
the stage from the rehearsal hall.
Once rehearsals start in the classroom, keep the actors aware of the
performance area by taping out the ground plan of the stage setting on the
rehearsal hall floor. The outline of walls and the location of doors,
windows and furniture can be marked on the floor by using masking tape.
When the play is well into rehearsal, go back to the stage for a rehearsal or
two so that the feel of the theatre isn't forgotten. This gradual adjustment
helps avoid the shock of moving onto the stage abruptly for the last few
rehearsals.
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While working in the rehearsal hall, add as many technical elements as
possible as rehearsals progress. Start with very basic and suggestive stage
pieces and eventually work up to the sophistication equal to that which
will be used in production. Waiting until the show moves to the stage to
add these elements forces actors to make many adjustments in a very short
time.
After the show is blocked, add the technical elements one by one. Arrange
the schedule so that each scene is rehearsed a minimum of eight times
before the technical and dress rehearsals. At each rehearsal, an additional
element should be added.
When the time comes to transfer rehearsals to the theatre, couple the move
with a technical rehearsal. By doing so the cast and crew will see that the
move to the stage is just another adjustment to be made. If a rehearsal or
two can be devoted to technical adjustments, the center of attention
during these rehearsals becomes setting a lighting cue or perfecting a sound
cue, and the actors will not be as concerned with the move. By the time
the actors are really aware of the change of location, they are already
comfortable on stage; they have accepted the move just as they have
accepted the other adjustments that have been made during the rehearsal
period.
Another way to use the classroom rehearsal area is to use the first few
weeks of rehearsal to work only on line interpretation and character
development. Save movement until there is a place to move. Block the
show when it gets on the stage. If the line interpretation and characters are
sound, there is little work in blocking the show because the actors begin to
move as they feel the characters should. This doesn't mean that just
because actors "feel" like moving some place it is necessarily right.
Directors must still be concerned with the "sculpture" of stage picture.
To summarize, if there is a problem getting enough rehearsal time on stage,
try to find a new home; try to schedule the use of the theatre early; and
try to make the best use possible of classrooms and rehearsal halls. And
naturally, constantly work to make theatre the most important thing
going.
Exclusive rights to the stage are useless if there's no one to send out on it.
The third most persistent problem in high school theatre is digging up
enough boys to cast. Here are some solutions; develop the image of
excellence; try "hall casting"; make smaller roles available; select plays
that will appeal to the boys; and select plays according to the number of
boys expected at tryouts.
While working to create an aura of excellence, another way of getting
more boys to audition is to use "hall casting." Hall casting is a method
where the director approaches a boy and says, "Look, Karl, I really need
you in this play." This type of flattery works; once the boys participate in
dramatics it becomes an accepted practice. In recruiting boys, those who
should be approached are the ones who are well known and admired in the
school. Very often these are the boys who are involved in athletics. If a
few can be cast in a play, many times more will become involved.
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A third method of getting more boys involved is one that can be used only
when the program has begun to take on an image of excellence. This
suggestion calls for the selection of scripts that make a number of smaller
male roles available. This first production in each academic year should be
a play that requires a few boys for leading roles, but a larger number for
supporting roles, thus giving them an opportunity to sample theatre. A
play such as Arsenic and Old Lace, which requires four boys for rather
large roles (Mortimer, Teddy, Einstein, and Jonathan) also has seven roles
that are great opportunities for boys who want to give the stage "the
onceover."
Selecting plays in which boys can be interested is a fourth method of
getting actors to audition. It is very difficult to recruit boys for shows that
have no appeal for them. "Sickly high school comedy" that puts boys into
embarrassing situations should be avoided. The selection of plays like If
Girls Asked Boys For Dates and Don't Kiss Her Now is asking for trouble.
Who in his right mind is going to want to get up on any stage to make an
ass of himself? In many schools boys who are in theatre are already subject
to a "hard time" from the other boys—don't make it harder by making
them play silly and demeaning roles! Instead, plays that require older, and
sometimes tougher, roles should be selected. Quite often old-fashioned
melodramas with great heroes and villians will have a strong appeal for
high school boys. Plays like Love Rides the Rails and LHy, the Felon's
Dau^ter give boys the opportunity for playing appealing roles. The
selection of this kind of script will also help to develop the image of the
program, and help to avoid the reputation of being "cutesy."
The first four suggestions will help attract more boys to your program.
Dealing with a very limited number of boys takes careful script selection.
Most play catalogues list the number of male and female roles in each
script. If the script calls for three girls and fifteen boys, there may be
trouble.
The problem of inadequate financial resources, the fourth most persistent
problem encountered by high school play directors, can by minimized in
two ways. The first is to approach the administration for more money, and
the second is an economical approach to the expenditures that are made.
In attempting to secure money from the school administration, there are
certain procedures that will aid the director. The first priority is to lefthe
administration know that the dramatics program is part of the total
educational program of the school. One method of doing this is to
remember that the director must first of all be a teacher and that his major
job is in the classroom. If play production is thought of by the director as
part of the student's total education, his action and attitudes will convey
this to the administration. Once the director has demonstrated to the
administration that the program is just one more part of the entire
educational process, the next step is to show them quality or excellence in
the theatre program. A program that demonstrates excellence gives the
administration a reason for supporting it. A director will gain support for
his program when he shows that the program deserves it.
Another way of earning the support of the administration is to become
visible within the community—become, in part, a public service. There are
always groups of people in the community who are looking for
entertainment or special programs. If the director makes an effort he can
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find many outlets for letting the public see the quality and benefits of the
theatre program. If the community compliments an administrator on the
quality and helpfulness of one of the theatre presentations or special
services, it can't help but improve that administrator's image of the
program. In addition to becoming a public service, it is important to
develop a positive relationship with the administration. This is
accomplished by working within the system and by justifying the requests.
To work within the system implies that the director must know the
procedures for requisition, etc., and use the proper channels. In justifying
the requests a director must be reasonable. He cannot demand elaborate
equipment and facilities all at one time. The requests for additional
material should be well thought out and explained in detail. While the
director is working to establish a good relationship with his administrators
he also can be working to cut down expenses. If the director knows where
to go to buy materials and how to pare expenses, the little money that is
available can be stretched. In an effort to economize there are five
suggestions that can be of help.
The first place that expenses can be trimmed is in the payment of
royalties, ^me of the companies that own the rights to plays are very
willing to reduce the royalty for school productions. A letter requesting a
royalty reduction can sometimes result in a substantially lower royalty
charge. The author, writing such letters, received a $405 reduction for
MAME and a $515 reduction for HELLO, DOLLY! The letter should
include the number and dates of performances, the ticket prices, the
seating capacity of the theatre, and, most important, a plea that is based in
the fact that it is a public school organization operating on a minimal
budget.
Money can also be saved through the use of long range planning. If the
year's schedule is planned early, an estimate of the type and quantity of
the needed materials can be made. Once this estimate is drawn up the
entire stock of supplies can be purchased at one time. Often, items
purchased in large quantities can be purchased at substantial savings.
Whether the director is buying nails or lumber or muslin, he can save by
buying in quantity. A director should also keep in mind that comparative
shopping can save money. An example of this is the price of 140 count, 72
inch wide, scenery muslin. A popular Minneapolis supplier charges $2.36
per yard, while a lesser known company. Rose Brand Textile Fabrics of
New York, charges only $1.72 per yard. That is a $64 savings on 100 yards
of muslin.
In addition to quantity buying and comparative shopping, a director must
use and reuse all available materials. By building scenic units such as flats
and platforms in standard sizes^they can be used over and over again. When
stage units are required that are not a standard size and shape they should
be constructed in such a way that they can be easily disassembled and the
materials reused. Very little is thrown away from construction areas of a
wise director.
Much of the material used in play production can be found in places other
than retail stores and wholesale supply houses. The director and his crews
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must become "scaven^rs" rather than buyers. Second hand stores have
materials such as furniture and appliances that can be used. Many other
props and costumes may be available from people in the community.
When using the property of others, the director must be certain that all
borrowed items be returned promptly and in the same condition as when
they were taken.
A final suggestion for economizing is to remember that exciting theatre
can be done by having a bare stage, an attractive costume, maybe a hunk
of drape, and a slash of light rather than building the Taj Mahal. In other
words, make use of minimal scenery. A director should be aware of the
fact that most of the settings described in the acting editions of play
scripts are settings used for professional productions that have budgets of
thousands of dollars.
It is hoped that this article on managerial play production problems will be
of help to those concerned with secondary school theatre. By being aware
that others encounter similar problems, by following the suggestions
presented here, and by the imaginative combination of these solutions, the
high school drama director may minimize many problems, thus making
play direction an even more enjoyable job.
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A Report on the Committee for Essential
Learner Outcomes in Minnesota
Joyce Paul
What does a teacher do when he wants to measure the progress of his
students? What about measuring contemplated changes in curriculum?
What help is there for a teacher puzzling over his expectations for his
students? The answer to these questions may be found in the simple tool
developed recently and titled Essential /.earner Outcomes which will soon
be available through the State Department of Education.
The committee to determine these essential learner outcomes was called
together last spring by Gerald L. Kincaid, Program Coordinator,
Communication Skills Education of the State Department of Education.
The committee had representation from classroom teaching, from
administration, and from K-12 as well. The charge to the committee was
to identify the essential learner outcomes which could be expected for the
nine, thirteen, and seventeen-year-old students in the language arts area.
They were further charged to put this material in a form easily usable for
the classroom teacher.
At the present time the tool includes these seven divisions of language arts:
Attitudes and Competencies in Language Concepts, Perceiving, Listening,
Oral Communication, Reading, Literature, and Writing. The major area of
interest to the speech teacher was obviously that of Oral Communication.
There was, however, considerable "spillover" into the other categories
since it is virtually impossible and certainly undesirable to isolate oral
communication from the other divisions. Here are a few examples of
outcomes taken from divisions other than oral communication which one
could find in any basic speech program.
NOTE: The letter (I) indicates little, (s) indicates some, and (m) indicates
much emphasis should be placed on that outcome at the particular age
level listed.
EXAMPLES: From Language Concepts
No. 3—that successful communication depends on mutual agreement by
the sender and the receiver on the referent for the sumbol used (that the
chances for agreement are greatest when: the referent is simple and
concrete and/or the sender and receiver have had common experiences that the chances for agreement are less when: the referent is complex or
intangible or the number of common experiences is low) Age: 9m, 13m,
17m.

From Perceiving
No. 5—that one may present or interpret ideas, attitudes, and feelings in
verbal and nonverbal ways 9s, 13m, 17m.
From Reading
No. 7—to read orally with evidence of empathy and understanding 9s,
13m, 17m.

Ms. Paul teaches speech at Anoka High School
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No. 11-to identify statements of fact, inference, opinion, judgement, and
generalization 9!, 13s, 17m.
In addition to these few examples from other divisions, speech teachers
will be especially interested in the following items from the Oral
Communication section;
Oral Communication (Attitudes and Competencies)
The student will develop the ability;
1-to express observations, experiences, and feelings
1- to express observations, experiences, and feelings 9m, 13m, 17m.
2- to speak spontaneously and easily with others 9m, 13m, 17m.
3- to take part in informal exchange of ideas with others; to consult with
others in formulating plans 9m, 13m, 17m.
4- to use language appropriate to the occasion 9m, 13m, 17m.
5- to enunciate clearly; to project and modulate appropriately 9s, 13m
17m.

6- to encourage others to participate freely 9s, 13m, 17m.
7- to express one's self through interpretation, play-acting, story-telling,
poetry reading, creative drama, etc. 9m, 13s, 17m.
8- to formulate productive questions as a way of learning 9s, 13m, 17m.
9- to participate effectively in group interaction and problem-solvinq 9s
13m, 17m.
“ '
10- to make effective use of tone, pitch, stress, facial expression, and
gestures as a supplement to the words used 9!, 13s, 17m.
11- to present ideas, concepts, and facts in an organized manner
appropriate to the purpose (to inform, to convince, to persuade, etc.) 9!,
13s, 17m.

As the Journal goes to press the tool is still in the process of refinement.
Some recent findings in listening are being incorporated which will add
new dimensions. Dr. Kincaid still hopes to be distributing the finished tool
before the end of the current school year. Watch for it; it will probably do
a great deal to unify the measuring of the accomplishments and
shortcomings of all our Language Arts Departments.
Many a measuring device lies hidden in some seldom used file drawer
somewhere because it looked too complicated or did not seem applicable
to schools of varying sizes. It is the fervent hope of the many educators
who worked on this Minnesota ELO tool that our brainchild will have
quite a different fate.
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IN PRAISE OF READERS' THEATRE
Carol Gaede
Readers' Theatre can be one of the most exciting educational experiences
included in a high school or collegiate forensics program, yet only a few
contests-include this opportunity for students. To encourage the growth of
Readers' Theatre programs, the following article provides a definition of
Readers' Theatre and a rationale for inclusion of this event in speech
contests.
Leslie Irene Coger and Melvin R. White, authors of Readers Theatre
Handbook, describe the art form as, "an effective stimulant for
understanding literature, for developing skills in reading aloud, an(;| for
adding to the cultural enrichment of the readers and their audiences."
Performance techniques utilized in Readers' Theatre Productions are many
and varied. As in most oral interpretation events, the performance of the
literature should create the scene in each audience member's imagination
rather than literally performing the action onstage. Thus offstage focus is
usually employed and a minimal use of costumes, props, sets and
movement is encouraged. Vocal techniques could include choral reading
and/or solo readings by a variety of vocal types.
Readers' Theatre scripts usually take one of three forms. The first includes
scripts of radio plays. The second is the adaptation, and the third the
compiled script. The adapted script traditionally takes one piece of prose
fiction (short stories are perfect) and adapts it to the performance setting.
Individual characters interpret lines of dialogue and a storyteller reads the
narration. The second format, the compiled script, is devised around a
central theme with a variety of short literary selections (prose, poetry,
and/or drama) being read to illustrate that theme. The two keys in this
type of script are consistency and variety. Material should be chosen for
consistency in illustrating the theme yet with a variety of styles and/or
performance techniques to maintain audience interest throughout the
production. Although there is no major catalogue of Readers' Theatre
scripts on the market today, this can be turned into an advantage,
particularly for a school with a limited budget. There is a wealth of
literature available which is in the"public domain," literature on which no
royalties need be paid. With a little ingenuity and imagination, a coach can
"tailor-make" a script for his or her student performers.
Other than the lack of readily-available scripts, there appear to be two
additional problems encountered by both contest managers and coaches in
providing this event for students. These are not insurmountable obstacles
but rather minor difficulties which can be overcome with a little advance
planning and thought.
The first problem deals with performance space. Unlike one-act plays.
Readers' Theatre requires no sets, no lighting effects, no costumes or
props. Thus a fully-equipped stage is not necessary for this event.
Classroom space not only can, but should be used as long as an area at the
front of the room can be cleared of desks and other bulky objects.
Dr. Gaede is an Assistant Professor of Speech at Moorhead State University
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With the decision to use classroom performance areas, the second problem
is well on the way to solution. Many contest managers avoid Readers'
Theatre because of scheduling difficulties. Any time a group performance
activity is included in a contest. Coaches like to provide additional
opportunities for their students by entering them in other individual
events. A simple solution is to schedule several sections of Readers'
Theatre at a time when no other individual events are performing. Since
Readers' Theatre events are traditionally short (10 to 15 minutes) and
classrooms rather than one auditorium or stage can be used, the following
schedule would be feasible. Let's say twenty schools entered the event.
Five sections of four entries each could perform within a one-hour time
period. A second round could be held later in the contest or multiple
judges could be provided for the one round with the highest scorer in each
round proceeding to a final run-off.
As more contest managers include Readers' Theatre as a performance
event, a set of standards should be developed for entries. The suggestions
given below are made in an effort to insure some uniformity of entries and
to make the most efficient use of the time available in the contest
schedule, not as an attempt to limit the creativity of directors or casts. For
years the argument has raged between speech and theatre people as to the
difference between acting and interpretation, and Readers' Theatre is
merely the oral interpretation of literature as preformed by a group rather
than by one individual.2 The two art forms are more alike than they are
different; their differences are those of degree, not kind. The fact that a
performer may touch or look directly at another performer, the use of a
gesture or movement within a performance does r?of mean that "acting" is
involved or that a "sin" has been committed.3 Theatre and Readers'
Theatre share roots in the art of Ancient Greece, and we find in modern
performances a sharing of styles and techniques by both art forms.
The first guideline which should be established is that Readers' Theatre in
the contest setting should first and foremost be a "celebration of
literature." If techniques are utilized which enhance the literature, they
should not only be allowed, they should be encouraged.4 The beauty of
Readers Theatre is that it is still a creative and developing art form, and as
much as possible it should be kept free of rigid limitations which stifle
creativity.
For the sake of efficiency in the contest situation, however, the following
guidelines are offered.
a. A fifteen-minute time limit.
b. No more than 7 cast members.
c. No props, costumes, or sets—stools, cubes, and/or reading stands are
acceptable; simple musical instruments (guitar, tambourine, etc) are
acceptable.
d. The primary focus should be offstage; material is to be read from
scripts carried by the performers.
Readers' Theatre as an event should be included in speech contests. It is an
excellent training ground for high schools intending to enter one-act play
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contests and for colleges interested in training performers with versatility
of skills. It is a logical expansion of speech contests in the State of
Minnesota where individual events, particularly oral interpretation, have
prospered and have received much support in the schools.

NOTES
1

Leslie Irene Coger and Melvin R. White, Readers' Theatre Handbook
(Glenview: Scott, Foresman and Company, 1967), p. 3.

2 Coger and White, p. 8.
3 Jan McHughes and Marion Kleinau, "Acting and Interpretation:
Suggestions for Comparison" (dittoed material-Southern Illinois
University, 1973), p. 10.
4 Wallace Bacon, "Readers' Theatre as a Humanizing Process," Readers'
Theatre News (San Diego: Institute for Readers' Theatre, San Diego
State University, Fall, 1975)
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